The opera-monodrama "Nevermore!" is written for the text of the famous poem "The Raven" by American writer Edgar Poe. It is notable that in the process of his work, the composer used the English original text, and only later, to be performed in Russia, the Russian text of the poem in translation by N. Zenkevich was put on the finished musical material. In the original poem, the protagonist narrates about a bird that flew inside his house, which throughout the narration from an occasional guest turned into a fatal harbinger forever remaining in this house. The protagonist of the poem is a well-todo, educated, well-read man, who has recently experienced the death of a beloved woman named Lenore. The central theme of the work is the inability to achieve happiness; the typical romantic idea of loneliness is reflected, when the loss of love is equivalent to death. However, in Poe's poem, and later in the opera by Yuri Kasparov, the tragic nature of this plot motif is further aggravated: the protagonist having lost his beloved one, loses any hope of reuniting with her, even in the afterlife.
Tell this soul with sorrow laden if, within the distant Aidenn, It shall clasp a sainted maiden whom the angels name Lenore -

Clasp a rare and radiant maiden
whom the angels name Lenore." Quoth the Raven "Nevermore." [Edgar Poe, "The Raven", verse 16] The authors' definition of the genre "operamonodrama for a baritone and 17 instrumentalists" is already an obvious indication of the important role of each of the performers. It would seem more logical to write on the title page of the score "opera-monodrama for a baritone and an orchestra or an ensemble", but the composer elects exactly 17 instrumentalists as the musical accompaniment of the vocal protagonist. This structure includes: a string quintet (first, second violin, viola, cello and double bass), woodwinds (flute, oboe, clarinet, bassoon, horn, trumpet, trombone and tuba) , piano, harpsichord, celesta (one performer), harp and two drummers (they play bells, vibraphone, marimba, glockenspiel, cymbals, gongs, tam-tame, temple blocks, slide whistle, flexatone, toms, rototom, raganelli, tambourine , antique cymbals, timpani and etc).
To be more precise, in the score written in English, instrumentalists are named 'performers'.
In this regard, the definition of the instrumental theatre genre given by V.O. Petrov is notable:
"instrumental theatre, which belongs to a kind of musical actionism along with the musical happenings and multimedia events, is a special genre generated by the evolution of the musical thought of the twentieth century: it has its purpose, its place of performance, meaningful and linguistic specificity" (Petrov, 2010:8) .
The researcher examines the genre as a form of musical actionism or, in other words, musical performance. Thus, already in the title of his work, Yuri Kasparov gave the idea of instrumental theatre. It manifests itself in the opera at various levels. Let us indicate them:
The instrumental theatre principles apply to:
• Appearance of the performers;
• Importance of the instruments in the context of musical drama; • Their role in the organization of the stage space;
• The way of interaction of instrumentalists at the stage.
In the preface to the score of the opera, the composer prescribes in detail how instrumentalists should be dressed. "It is advisable for the musicians-performers to be dressed in something black, and for the tuba player, who appears in the middle of the opera, to be dressed in some contrasting clothes: it can be a white or a yellow suit. The singer can be dressed in something bright enough, may be coloured trousers, suit, shirt". Thus, the composer divides all the performers into 3 groups by colour: musicians dressed in all black, the singer-protagonist dressed in bright clothes, and the tuba player associated with the image of the Raven in the opera, dressed in white or yellow.
In the context of the play, the tuba player freely reproducing the sounds, the tuba player with his instrument goes to the center, and on the background of the overall sonoristic sound plays a completely independent, clearly distinguished musical material. Besides the tuba player, another instrumentalist has a similar function. It is the performer of the bassoon part, who acts as a sort of an "alter ego" of the central character of the opera. First, he appears in such a capacity on the stage when the singer goes to meet an imaginary guest. To listen to the sounds coming from the outside, the housemaster leaves the armchair and approaches the door. Besides the tuba player, another instrumentalist has a similar function. It is the performer of the bassoon part, who acts as a sort of an "alter ego" of the central character of the opera. First, he appears in such a capacity on the stage when the singer goes to meet an imaginary guest. To listen to the sounds coming from the outside, the housemaster leaves the armchair and approaches the door. If up to this point all the actions of instrumentalists were aimed at the soloist sitting in the armchair (see Fig. 5 and 6 ), a whole performance is now being played in front of his eyes, but with the bassoonist as the main character (see Fig. 7 and 8) . The clarinet player approaches the singer and plays solo, directing the instrument towards the singer. If up to this point all the actions of instrumentalists were aimed at t sitting in the armchair (see Fig. 5 and 6 ), a whole performance is now bein in front of his eyes, but with the bassoonist as the main character (see Fig.   Fig. 5 The clarinet player approaches the singer and plays solo, directing the in towards the singer. The French horn player, the trombone player and the tuba player take woodblocks into their hands and come to the armchair, where the singer is sitting, and play surrounding him from three sides. The trumpeter comes to the armchair and, stopping behind it, plays his part so t the bell was placed over the head of the bassoonist sitting in the armchair. The trumpeter comes to the armchair and, stopping behind it, plays his part so that the bell was placed over the head of the bassoonist sitting in the armchair eyes, but with the bassoonist as the main character (see Fig. 7 
and 8).
This role is assigned to the bassoonist until the tuba player appears on the stage. Later he joins other instrumentalists and follows the guidelines in the score. Apparently, this is due to the fact that the appearance of an intruder discovers another facet of the protagonist's personality, embodied in another "alter ego" -the Raven. With his appearance, the tendency of the main character of the opera to discouragement, depression and inactivity is revealed. The fatal bird becomes a faceless double of the protagonist. That is why at the end of the poem he remains to live forever in the shadow of the Raven.
And the Raven, never flitting, still is sitting, still is sitting On the pallid bust of Pallas just above my chamber door; And his eyes have all the seeming of a demon's that is dreaming, And the lamp-light o'er him streaming throws his shadow on the floor; And my soul from out that shadow that lies floating on the floor
Shall be lifted -nevermore! [Edgar Poe, "The Raven", verse 18]
Here, in our opinion, the implementation of the idea of duality can be found, which is a typical feature of romantic works. And in the operamonodrama by Yuri Kasparov, and the original poem, there are two images of the protagonist: as the participant of the action, and as the author of the narration. Due to the use of specific means of instrumental theatre, the implementation of the idea of "double time" becomes evident (Podoroga, 1996:89) . On the stage, the protagonist is in two temporary spaces, in two images at the same time.
In Yuri Kasparov's opera, besides images' personification, instruments play an important role in the organization of the stage space. In
The trombone player, the contrabassist and the drummer playing the percu take antique cymbals with bows and surround the armchair. When playin instruments, they keep the cymbals over the head of the bassoonist, moving th along the cymbals upwards.
This role is assigned to the bassoonist until the tuba player appears o stage. Later he joins other instrumentalists and follows the guidelines in the Apparently, this is due to the fact that the appearance of an intruder disc another facet of the protagonist's personality, embodied in another "alter e the Raven. With his appearance, the tendency of the main character of the op discouragement, depression and inactivity is revealed. The fatal bird becom faceless double of the protagonist. That is why at the end of the poem he re to live forever in the shadow of the Raven.
And the Raven, never flitting, still is sitting, still is sitting On the pallid bust of Pallas just above my chamber door; And his eyes have all the seeming of a demon's that is dreaming,
And the lamp-light o'er him streaming throws his shadow on the floor; Fig. 8 . The trombone player, the contrabassist and the drummer playing the percussion, take antique cymbals with bows and surround the armchair. When playing the instruments, they keep the cymbals over the head of the bassoonist, moving the bow along the cymbals upwards other words, they act as decorations. First of all, this function is assigned to the bells. They start to "act" in the opera, when the protagonist intends to meet the guest, which disturbed his sleep (see symbolizing the fatal forces invading from the outside, destroying the protagonist's life, is played. Deep in his thoughts, he sits down at the piano and is about to play, but the cry of the bird distracts him. In this connection, it is notable that the composer instructs the conductor to perform solo on piano. At the climax of the opera (see Fig. 1 ), the maestro sits down at the piano and imitates playing, and in the final scene when the protagonist leaves the stage, the conductor performs the solo part (see Fig. 2 ).
Thus, in the finale of the opera, the intent of the composer becomes obvious, according to which the characters generated by the memories of the protagonist, gradually come to life , take shape, begin to exist independently, interact with each other and, in the end, push the "author" out of his own personal space. Maybe the implementation of this idea planted in the poem itself, pushed the composer to the idea of combining the genres of opera-monodrama and instrumental theatre. However, it should be noted that to date the opera "Nevermore!" by Yuri
Kasparov is the first and only example of this genre in the history of the synthesis of the national musical culture. And thanks to this innovation, the range of the expressive tools needed for making an opera, which a priori supposes a small number of performers, significantly expands. the instrument only in the middle of the opera, having survived the first wave of anxiety, after meeting an unexpected guest in his house. Deep in his thoughts, he sits down at the piano and is about to play, but the cry of the bird distracts him. In this connection, it is notable that the composer instructs the conductor to perform solo on piano. At the climax of the opera (see Fig. 1 ), the maestro sits down at the piano and imitates playing, and in the final scene when the protagonist leaves the stage, the conductor performs the solo part (see Fig. 2 ).
Thus, in the finale of the opera, the intent of the composer becomes obvious, according to which the characters generated by the memories of the protagonist, gradually come to life , take shape, begin to exist independently, interact with each other and, in the end, push the "author" out of his own personal space. Maybe the implementation of this idea planted in the poem itself, pushed the composer to the idea of combining the genres of opera-monodrama and instrumental theatre.
